SUCCESS STORY

basis of theatre so that the stage should not merely translate
the realist picture in the playwright's mind into realist fact
and furniture. But I questioned very much, and still ques-
tion, whether it is possible to form such a creative group
under satisfactory conditions in the existing proscenium
theatre and with existing pkyers whose style is already
formed. One would probably need not only dramatic
schools and workshops of a new type, but also playhouses
differently constructed and proportioned, with a new rela-
tion between stage and auditorium to embody the new
theatre conception. The more photographic reproduction
of a dramatist's or director's picture could be left to the
screen. Failing any such movement in our theatre of 1925,
which was imagined to be solely the dramatist's mouthpiece
and instrument, I could only go on trying to bring it into
effective being ; but it was an advantage to back my opinion
with the freedom of a practising playwright, as well as the
experience. As royalties continued to pour in, I began to
think of theatre management and direction.
This modest success, which had not otherwise changed
my way of life, gave me the chance of a first visit to America.
Aubrey Hammond and I sailed in the old Celtic in September
1925, with a vast crowd of returning tourists of those days.
Ostensibly we were going to see the New York production
of my comedy with Ruth Chatterton and Robert Loraine,
but really we meant to learn something more about the
world than we knew already. We were innocent enough
of the Atlantic to imagine that this aged liner, in which as
first-class passengers we slept above each other's heads,
represented the normal comfort of ocean travel As we
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